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ABSTRACT
The Printmaking Boom and its Effect on the Future for the Market for Prints and Multiples
By: Helen H. Condo

The purpose of this study is to examine the history of the market for prints and multiples
beginning with the print renaissance of the 1960s to discover the underlying drivers of a
successful editions market and make predictions for the future. Before the print boom of the
1960s, driven by the departure of printmakers from Europe during World War II, who
reinvigorated a passion for the artistic process, printmaking was considered that of a craft. Once
it was elevated from its secondary status, due to excitement from Contemporary artists and
institutional accreditation, a market structure was solidified. By examining the market for prints
and multiples in comparison with the overall Contemporary market and global economy, the
research reveals the forces behind a successful market for editions, and leans itself to
understanding the potential needs, post COVD-19, for a successful future.
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INTRODUCTION
The historical artistic process of printmaking has evolved greatly since the first known
example from the Han Dynasty, dating to around 200 A.D..1 Eventually, as the craft became
more popular master printers emerged in the 16th century experimenting with etchings and
woodcuts, feature some of the most famous historical examples from artists like Albrecht Durer.2
While printmaking continued to remain relevant as a craft, it was not until the print renaissance
of the 1960s and 1970s that it was elevated to that of an artistic process and deemed an original
form of art. While always considered a tool that could reproduce images and text, during the
print boom, its ability to reproduce and manipulate images allowed for artists to extend the scope
of their oeuvre and experiment with new mediums. Researching the market for prints and
multiples from the 1960s through the present-day sheds light on the true drivers of the market
and helps to make predictions for the future.
Chapter 1 sets the foundation for the current market for prints and multiples, as World
War II drove European printmakers to the United States. Printmakers remained in the United
States, encouraging the most popular artists of the Post-War Era to incorporate printmaking into
their oeuvre. As a system of market players developed that included the master printer, publisher,
dealer, and artist, the business model was established. Finally, with accreditation from
institutions including museums and art critics, the art community truly accepted editions as
original not purely reproductive forms of art. Artists’ prints maintained more affordable prices,
allowing more collectors to purchase works by sought-after artists of the time, like Frank Stella
and Jasper Johns, as their paintings reached unattainable amounts. Chapter 1 reveals that it is

1
“History of Printmaking,” Tribeca Printworks (Tribeca Printworks , February 26, 2021),
https://www.tribecaprintworks.com/history-of-printmaking/.
2
Ibid.
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crucial for the artists creating prints to be relevant in the overall art market for prints and
multiples to maintain their relevance.
Chapter 2 delves into the economic changes of the 1980s and 1990s, with a speculative
bubble penetrating the economy, and the 1990s experiencing a long economic lull, the print
market was affected differently in its primary and secondary market. The primary market in the
1980s struggled, as many artists worked outside of a traditional gallery structure, wanting a more
democratized art market, and new Neo-Expressionist artists did not experiment with the artistic
process. The secondary market was affected by the price bubble as prints by Jasper Johns and
other famous Post-War artists made it to the auction floor. Prints continued to sell on the
secondary market in the 1990s, but without institutional support to even maintain the market for
prints and multiples, the research suggests that the market again struggled if the desired artists
did not continue to experiment with the process.
Chapter 3 tells of the development of a hyper-commercialized Contemporary market in
the 21st century, one that also does not struggle under global economic issues, as it did in the
1990s, but is able to be a haven for collectors to make a safe capital investment. With the artists
of the early 21st century selling works for prices that are unreachable to the average collector
both on the primary and secondary market, they have continued to make editions to generate
cheap and easy revenue, while also filling the void for collectors.
While these artists have kept the market for prints relevant in the 21st century, Chapter 4
explains how the recent COVID-19 pandemic worked in the art market’s favor particularly for
that of prints and multiples. As the art market was forced to adopt an online platform during the
COVID-19 pandemic, the market finally evolved to the digital age of other retailers. For the
market for prints and multiples, the data suggests that prints sell well online and if the online

2

market continues to be permanently adopted, it will continue to grow. Yet, the research
throughout the chapter suggests that sought-after artists participation in the market is the key
driver in maintaining a healthy market for editions.

3

CHAPTER 1: The Printmaking Renaissance in the United States of America and Europe
Throughout the course of history, attitudes about what artistic processes are
unequivocally considered to be art have wavered. Only those who are considered to have power
within an art institution give accreditation to a medium, technique or even subject matter, while
the rest of the art world follows their lead. Printmaking has historically been considered an
impressively delicate and difficult craft, though seemingly lacking originality due to its
reproductive qualities; thus, it was not until the late 20th Century that a global resurgence
elevated the artistic process from its secondary status.
By the outset of the 1960s, artists wished to explore new mediums and techniques as well
as find unique ways to communicate their opinions, collectively fostering the resurgence of
printmaking. While other countries still reeled from the aftermath of World War II, the United
States’ economy boomed, producing a burgeoning art market looking for ways to expand. The
U.S. had the “highest mass standard of living” in world history, leaving the art industry to
address a larger group of art collectors that were wealthier, more educated, and younger.3
Generally, both artists and collectors looked to see greater democratization of and equality within
the art market. Around the world, the 1960s kicked off a very tumultuous period in history as the
Vietnam War commenced an official fight against communism, and multiple countries’ own
populations fought for civil rights and pushed against mainstream cultural norms. The U.S.
government, leaning more liberally, promoted and funded the arts as President Roosevelt had
begun with the Work Progress Administration through his New Deal agenda post-World War II.
Technology evolved at a rapid rate, frightening some, but also allowing for considerable

3
Jerry D Marx, “American Social Policy in the 1960's and 1970's,” Social Welfare History Project (Virginia
Commonwealth University, October 30, 2017), https://socialwelfare.library.vcu.edu/war-on-poverty/americansocial-policy-in-the-60s-and-70s/.
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innovation in all sectors. As most artists desired to experiment with their practice, and some even
sought to express their urgent and passionate opinions, the perfect environment blossomed for
the historical art of printmaking to be revived.
The printmaking boom both in Europe and the United States erupted originally before
World War II under the influence of Stanley William Hayter and his printmaking studio, Atelier
17. Attracted to the beauty of the line in all mediums, Hayter became infatuated with intaglio
printmaking which allowed for sharp, detailed lines. With his influence, the modern and
surrealist artists in Paris were soon interested in experimenting with intaglio printmaking. In
response, Hayter founded Atelier 17 in 1933 working with artists such as Lucio Fontana, Pablo
Picasso, Joan Miró and Marc Chagall; however, by 1940, the effects of World War II had forced
Atelier 17 to relocate to New York City. Consistently challenging the criticism that printmaking
was a reproductive craft rather than a form of art, Hayter pushed his artists to overcome
previously understood limitations of printmaking.4 Hayter was persistently focused on the details
of his technique, having said that there are “two elements in the making of a work of art – the
unconscious element from which the inspiration comes and the extremely rational control of the
method of execution.”5 Focusing on fostering the skill involved in printmaking, Atelier 17 was
not commercially oriented. Artists were able to work in Hayter’s shop after taking his course, yet
Hayter did not require a certain tuition in pursuance of inclusivity. Artists like Robert Broner
even swept the floor to continue to learn at Atelier 17.6 They were able to sell their work
independently from Atelier 17 if they were so lucky to be included in a show or exhibition, as

4
Ann Shafer, “Hayter: Content and Technique,” (Art in Print 2, no. 3, 2012), 12,
http://www.jstor.org/stable/43045411.
5
Ibid., 13.
6
Oral history interview with Robert Broner, 1974 May 3-8. Archives of American Art, Smithsonian Institution.
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that was not Hayter’s goal for his studio.7 Despite Atelier 17’s accommodations, for some artists,
the detail that Hayter demanded in his prints was not suitable to the way in which they worked.
However, for others, who had little exposure to printmaking, his introduction of the technique to
the artistic community in the U.S. allowed for the development of a passion for the artistic
process, sparking a fire within that would ignite a printmaking renaissance.
Atelier 17 returned to Paris in the 1950s and its printers began developing new deviations
of intaglio printmaking including viscosity printing, while new printmaking techniques evolved
in the United States as well as the United Kingdom, that were more suitable to changing artistic
movements. Many of those who had worked at Atelier 17 became printmaking masters at the
university level in the United States rather than establishing their own studios, pushing the
artistic medium out of the markets eye.8 However, eventually desiring to democratize the art
world, inspired by the widely distributed and politically charged works by Dada and Bauhaus
artists post World War I, artists in the 1950s and 1960s saw printmaking as a way to bring their
new ideas to fruition. Artists who had previously worked producing commercial art, developed
the Pop Art movement, and looked to hide the hand of the artist and focus on the reproductive,
materialistic motifs in society. On the contrary, those who had been previously categorized as
Abstract Expressionists were looking to further the scope of their oeuvre and experiment with
new mediums. Eager to see these artists explore and reinvigorate the process, several individuals
pioneered the introduction of printmaking by opening printing studios exposing both artists as
well as collectors.

7

Oral history interview with Robert Broner, 1974 May 3-8. Archives of American Art, Smithsonian Institution.
Ann Shafer, “Hayter: Content and Technique,” (Art in Print 2, no. 3, 2012), 13,
http://www.jstor.org/stable/43045411.
8
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Pioneering the integration of Contemporary art and printmaking in the United States,
Tatyana Grossman reintroduced the art of the lithograph with the inception of her printshop,
Universal Limited Art Editions, targeting both Pop artists and Abstract Expressionists. Like
many others who drove the resurrection of printmaking in the United States, Tatyana Grossman
and her husband were forced to flee Europe at the onset of World War II resettling in New York.
After suffering a heart attack leaving him unable to create his own original works, Tatyana’s
husband took to reproducing works of art by famous painters including Mark Chagall. Seeing the
potential for printmaking mediums to flourish, Grossman met with a curator at the Museum of
Modern Art in New York, William Liberman. She soon discovered that the art world
establishment would be difficult to persuade. Liberman firmly stated that he could “think of no
great work that was not designed for itself but designed to have a reproduction made of it.”9
After finding Bavarian lithographic stones by chance at their summer home in West Islip, New
York, Grossman, in 1957, sought to change printmaking’s narrative and find artists who would
experiment and create original lithographs at her newly established, printing workshop and
publishing house, Universal Limited Art Editions.
Tatyana Grossman capitalized on the burgeoning and close-knit art world in New York
City that paralleled the circle of artists living in the 1920s in Paris, encouraging artists she knew
to embolden their peers to explore printmaking. At the studio’s outset, Grossman saw the
opportunity to apply the tradition of producing livres d’artistes or artist’s books to stimulate the
distribution of prints and generate greater awareness.10 The print studio’s first publication was a
livre d’artiste by Larry Rivers, one of Grossman’s friends, in collaboration with a poet, Frank

9

Esther Sparks, Universal Limited Art Editions: A History and Catalogue (Chicago, IL: Art Institute, 1989), 18.
Ralston, Peter, and Susan Ralston, Thirty Years at Universal Limited Art Editions: Selections
from the Collection of Peter and Susan Ralston (Middletown, CT: Davison Art Center, Wesleyan University, 1992),
6.
10
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O’Hara, titled Stones.11 Once one artist within Grossman’s circle was convinced to experiment
with the medium, others were then convinced to take a trip to ULAE and try it for themselves.
Some artists had “felt a certain mastery over the problems they had set for themselves in their
unique works,” and prints allowed them to push the boundaries of their expression in unknown
ways.12 Artists who were worried about the restrictions of the traditionally smaller scale of
printmaking as well as lack of transparency of the artist’s hand, found an affinity for lithography.
By allowing the artist to draw directly on the stone, the lithograph “reveal[ed] the nuances of the
brush”.13 While artists who worked more under the influence of Pop Art found the multiplicity of
editions, and the ability to rework previous motifs from a single matrix, apt to their artistry.
Jasper Johns, one of ULAE’s most prolific printers, wrote in his sketchbook that printing allowed
him to “take an object/Do something to it/Do something else to it/[Repeat].”14 The environment
that Tatyana Grossman created at her studio, in which the artist was the most important driver of
production, rather than the master printer, fostered a love for the art of printmaking rather than
the development of a new business.
By the mid-1960s, Universal Limited Art Editions had emerged as the legitimizer of
printmaking in the United States both within the art industry. ULAE, unlike other printing
workshops, worked as both a printing workshop and a publisher, investing in the cost of
production and setting the selling prices for its artists’ works. ULAE offered collectors with
original works of art at attainable prices, encouraging younger clients to begin their collections.
Grossman personally took it upon herself to educate clients about lithography and create a sense
11

Ralston, Peter, and Susan Ralston, Thirty Years at Universal Limited Art Editions: Selections
from the Collection of Peter and Susan Ralston (Middletown, CT: Davison Art Center, Wesleyan University, 1992),
6.
12
Riva Castleman, Printed Art: A View of Two Decades (New York, NY: Museum of Modern Art, 1980), 21
13
Susan Tallman, The Contemporary Print: From Pre-Pop to Postmodern (Thames & Hudson, 1996), 31.
14
Basualdo, Carlos, and Scott Rothkopf, Jasper Johns: Mind/Mirror (Philadelphia, PA: Philadelphia Museum of
Art, 2021), 280.
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of “connoisseurship” amongst them.15 She was loyal to her collectors, only offering dealers, like
Leo Castelli who represented many of her artists, a few editions so to prioritize her loyal
clients.16 Grossman nurtured her clients, artists and dealers, alike, securing her business’ success
as well as that of printmaking.
As those with institutional authority accredited printmaking as a form of art, the
printmaking renaissance truly commenced. By 1964, the Museum of Modern Art’s directors had
changed their opinions of printmaking, even allowing for the commencement of the exhibition,
American Printmakers as New Lithographers, which featured all, but three prints produced at
ULAE. By Tatyana Grossmans death in 1982, Calvin Tomkins, an art critic for the New Yorker,
praised ULAE’s influence, stating that “it was at ULAE that printmaking lost its stigma as craft –
as minor art – and became a legitimate form for the highest aesthetic ambitions.”17 Nevertheless,
it was not just ULAE that redirected the art world’s distrust that editions could be considered
original works.
The eagerness of printmakers who had worked with printing ateliers in Europe steered
the print revival in the United States and United Kingdom as both countries lacked available
printing presses. On the opposite coast from Universal Limited Art Editions, June Wayne, who
had worked with lithographer, Marcel Durassier in Paris, introduced her own style to her printing
studio. She focused on training not just artists in lithography but also amateur printers so that
they could become master printers. Like ULAE, Wayne focused on preserving the art of the

15

Ralston, Peter, and Susan Ralston, Thirty Years at Universal Limited Art Editions: Selections
from the Collection of Peter and Susan Ralston (Middletown, CT: Davison Art Center, Wesleyan University, 1992),
8
16
Oral history interview with Leo Castelli, 1969 May 14-1973 June 8. Archives of American Art, Smithsonian
Institution.
17
Ralston, Peter, and Susan Ralston, Thirty Years at Universal Limited Art Editions: Selections
from the Collection of Peter and Susan Ralston (Middletown, CT: Davison Art Center, Wesleyan University, 1992),
7.

9

lithograph; however, she developed a non-for-profit format. Tamarind Lithography Workshop
opened in Los Angeles in 1960 with a competitive grant from the Ford Foundation, operating
solely as a printing workshop, rather than also publishing their artists’ prints.18 Wayne sought
for Tamarind to lead by example, training aspiring artisan-printers who would eventually gain
enough expertise to open their own workshops, encouraging the proliferation of print studios
throughout the United States. Some artists were turned off by this level of collaboration while
others, primarily located on the West Coast, like Ed Ruscha, thrived from the studio’s
environment. Riva Castleman, Director of the Department of Prints and Illustrated Books at the
Museum of Modern Art in New York believed that “Tamarind artists were often hampered by
the necessity of working with student printers who were not experienced enough to give
technical advice.”19 Whereas other critics like Virginia Allen noted that Tamarind was an
“homage to this one medium [lithography], a celebration of the collaboration of artist and
printer.”20 Despite fighting off more judgement from accredited scholars and institutions than
ULAE, Tamarind’s trained printmakers went on to fuel the printmaking resurgence and cater to
different needs of both artists and collectors.
As printmaking continued to gain traction in the late 1960s, due to the foundations set by
Universal Limited Art Editions and Tamarind Lithographic Workshop, more printing workshops
appeared and narrowed their focus within the artistic process. After working at Tamarind, some
artisans found it beneficial to publish the artists’ works themselves and be able to set their own
selling prices. Sidney B. Felsen, Stanley Grinstein and Kenneth Tyler, for example, left

18

Clinton Adams, “Lithography and Tamarind”, (Art Education 17, no. 4, 1964), 16.
Clinton Adams, “East Coast, West Coast Tamarind Lithography Workshop and the American
Print Establishment,” (Print Quarterly 14, no. 3, 1997), 281.
20
Virginia Allen, “The Tamarind Lithography Workshop,” (Members Newsletter, Museum of
Modern Art, no. 5, 1969), 8.
19
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Tamarind in 1966 to open Gemini G.E.L, a printing workshop as well as a publishing house, that
rejected a more formal approach to lithography. Tyler even went as far to call Tamarind’s style
that of a “hopeless craft romantic.”21 Opting for a ball-grained aluminum plate, rather than a
traditional stone, as well as operating with hydraulically operated presses, Gemini G.E.L was
able to innovate the lithographic experience to the needs of their artists.22 Robert Rauschenberg
was one of the artists who benefited greatly from Gemini’s innovation, allowing his dealer, Leo
Castelli, to negotiate with Gemini on his behalf.23 After attending the launch of Apollo 11, by
invitation from NASA, Rauschenberg capitalized on NASA’s willingness to share their
photographs and charts amongst other materials to create 34 lithographs titled Stoned Moon
(1969-1970).24 Commenting on the “apprehension many Americans felt about the relationship
between man and technology during this historic period,” Rauschenberg worked with Gemini to
push the boundaries of scale.25 Gemini is credited with producing the largest lithograph with
Rauschenberg as well as the largest multiple with Claes Oldenburg. Eventually, Kenneth Tyler
then left Gemini to start his own shop, Tyler Graphics, in 1974 which evolved paper production
as well as pushed the boundaries of three-dimensional works.26 These master print makers found
their niche in evolving the printmaking process for artists across the country, while also
sometimes discovering that becoming their own publisher had its benefits.

21

Susan Tallman, The Contemporary Print: From Pre-Pop to Postmodern, (Thames & Hudson, 1996), 39.
The Museum of Modern Art, “Technics and Creativity: Selections from Gemini G.E.L..” News Release, May 5,
2971. https://assets.moma.org/documents/moma_pressrelease_326743.pdf?_ga=2.45144292.1599592222.1644954146-462493214.1611757395
23
Oral history interview with Leo Castelli, 1969 May 14-1973 June 8. Archives of American Art, Smithsonian
Institution.
24
“Robert Rauschenberg. Sky Garden from Stoned Moon Series. 1969: Moma,” The Museum of Modern Art (The
Museum of Modern Art ), accessed April 26, 2022, https://www.moma.org/collection/works/67801.
25
Ibid.
26
Susan Tallman, The Contemporary Print: From Pre-Pop to Postmodern (Thames & Hudson, 1996), 135.
22
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In the early days of printmaking, dealers were skeptical of adding their own artists’ prints
to their inventory. Looking for other solutions, artists began creating self-published artist books
until their work was institutionally accepted. They had been inspired by the European tradition of
“livre d’artistes,” as well as by the Dadaists who used pamphlets to spread their politically
charged work. For example, one of the most groundbreaking artist’s books was self-published by
Ed Ruscha in 1963 titled Twenty Six Gasoline Stations.27 Ruscha’s goal was simply to create “a
device to disarm somebody with [his] particular message.”28 Sometimes combining with poets,
these artists worked to get their works publicly distributed until a formal publishing relationship
was developed directly by the artist or through his or her gallery representation.
Without support from the established figures in the art industry, including their own
dealers, artists were “handicapped without a publisher.”29 Yet, eventually institutions began to
see the value in the rebirth of printmaking and believe that art should become more accessible to
a wider range of collectors. Multiples Inc., exclusively operating as a publisher not a printing
workshop, was founded by Marian Goodman in 1965 in New York City. Multiples Inc. was one
of the first places which published editions from some of the most prominent artists of the time.
Goodman saw an opportunity to distribute works more democratically and widely to collectors,
after she had worked commissioning banners by artists to decorate homes.30 Multiples Inc.
published all types of editions and multiples spanning from lithographs to screenprints, including
even three-dimensional multiples. Multiples Inc. collaborated with Castelli Graphics on many

27

Cherix, Christophe, Kim Conaty, and Sarah Suzuki, Print-out: 20 Years in Print (New York, NY: Museum of
Modern Art, 2012), 23.
28
Maria White, “Edward Ruscha 'Twentysix Gasoline Stations' 1963,” Tate (Tate, May 2013),
https://www.tate.org.uk/about-us/projects/transforming-artist-books/five-artist-book-summaries/edward-ruschatwentysix-gasoline-stations-1963.
29
Clinton Adams, “East Coast, West Coast Tamarind Lithography Workshop and the American
Print Establishment,” (Print Quarterly 14, no. 3, 1997), 253.
30
Kaiser, Phillip. Interview with Dieter Schwarz. Marian Goodman Gallery Presents. Podcast audio. January 25,
2021. https://soundcloud.com/mariangoodmangallery/multiples-inc-with-philipp-kaiser-and-dieter-schwarz.
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prints, capitalizing on dealer, Leo Castelli’s, roster of blue-chip artists.31 Other publishers
admired the business model and more publishing houses like, Tanglewood Press Inc., opened. In
the same way that not every artist was able to collaborate with master printers, others were not
willing to hand over their work to a publisher. Andy Warhol famously maintained his own print
and publishing house, Factory Editions, to print and publish his own screenprints. As the artistic
process of printmaking developed rapidly, its business model became more complicated, with
several players working together to set selling prices for artists.
Due to the complicated nature of the web of relationships between the printer, publisher,
dealer, and artist, the prices at which artists’ prints were set did not follow a strict formula.
Artists needed a printing workshop to utilize its equipment to produce prints as well as the aid of
a master printer. Contracts to work with a printer were negotiated through the artist
independently or through his or her dealer. If a printer was not also a publisher, the workshop
had to cover the costs to print as was negotiated through a contract; however, many publishers
divulged that they did not strictly hold their printers to cost as to not sacrifice quality.32 The
publisher acknowledged the manufacturing costs of the printer when setting a selling price, while
also recognizing the prices of other works within the artist’s overall oeuvre. One tool the
publisher had the ability to control is the number of editions that were published; the publisher
did not want to create a glut in the artist’s market but also wanted to produce enough editions to
substantially cover the manufacturing cost.33 The dealer then either published editions in
conjunction with another publisher, for example, Castelli Gallery publishing with Multiples Inc.,

31

Kaiser, Phillip. Interview with Dieter Schwarz. Marian Goodman Gallery Presents. Podcast audio. January 25,
2021. https://soundcloud.com/mariangoodmangallery/multiples-inc-with-philipp-kaiser-and-dieter-schwarz..
32
“Pricing Prints or the Poor Man’s Art?,” (The Print Collector’s Newsletter 6, no. 1, 1975), 5.
http://www.jstor.org/stable/44129861.
33
Ibid., 6.
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or purchased a select number of editions from a publisher like ULAE. If artists were lucky
enough to have representation, some dealers financed their artists and escorted them through
each step. Leo Castelli once described each artist as “a company,” and “those making a lot of
money help[ed] to pay the overhead.”34 Each player in the print market drove the selling price,
and ultimately, they all had to work together to successfully sell the works while also
maintaining low prices to expand their collector base.
Covering costs, while also keeping the prices of a print relative to rest of the artists
oeuvre, took communication and cooperation from all parties. The market price revealed the goal
of the edition. Prints dealer, Sylvan Cole believed that as the “painting market [got] farther out of
sight, prints fill[ed] the void” since it was “the least expensive original art form that anybody
[could] buy.”35 Certain artists wanted to make editions with the goal of distributing them widely,
but generally their chief goal was simply to keep prices affordable. For example, Jasper Johns’ 7color lithographs, Face, Hand-Foot Sock Floor, Buttocks, Torso, Feet, Leg Knee, were produced
in editions ranging from a total of 47 to 50 each. They were published by Gemini G.E.L. in 1974
with a selling price of 750 USD each. 36 Based on a 1972 painting, the works provided a more
affordable option to collectors interested in Johns’ oeuvre. As the demand for Johns’ work grew,
his print prices increased while staying relative to the rest of his oil works. In 1979, Gemini sold
Persicope I, a 7-color lithograph in an edition of 65 for 4,800 USD. 37 This work was based on
one of Johns’ 1963 oil paintings, maintaining a relatively more affordable price, as his paintings

34

Oral history interview with Leo Castelli, 1969 May 14-1973 June 8. Archives of American Art, Smithsonian
Institution.
35
“Pricing Prints or the Poor Man’s Art?,” (The Print Collector’s Newsletter 6, no. 1, 1975), 4.
http://www.jstor.org/stable/44129861.
36
“Prints & Portfolios Published,” (The Print Collector’s Newsletter 5, no. 2, 1974), 40.
http://www.jstor.org/stable/44131543.
37
“Prints & Photographs Published,” (The Print Collector’s Newsletter 10, no. 5, 1979), 161.
http://www.jstor.org/stable/44130648.
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prices also increased, despite the increase. Artists worked to provide greater distribution to a
wider collector base, keeping lower prices despite heightened popularity.
Some artists wanted their works to find their way into the public domain as they
expressed their personal social or political opinions. While serious conflicts occurred globally,
and for the first time, televised, artists began to use the ability to reproduce images to share their
personal perspective. British artist, Richard Hamilton, exemplified his sentiments about
happenings in the United States in his print, Kent State. Hamilton condemned the United States’
involvement in the Vietnam War; therefore, he took a still photograph of the BBC television
coverage of the 1970 protest at Kent State University, in which some anti-Vietnam protestors
were killed by the National Guard.38 Utilizing the capabilities of printmaking to express
Hamilton’s opinion, Hamilton was able to present “a specific viewpoint through isolation and
media manipulation.”39 In order to keep the prices low so that the print could be widely
distributed to a particularly young collector base, Galerie Dorothea Leonhart, his publisher and
one of his dealers, published an edition of 5,000 allowing for a selling price of $28 each.40
Publishers had to be careful when increasing the edition size to maintain a lower price so not to
oversaturate the artists market. The price of editions of Kent State reveal his goal for that work
when compared with his screenprint, A Portrait of the Artist by Francis Bacon, that was
published by Petersburg Press in London in an edition of 100, with a selling price of $750 each.41
Manipulating the size of the edition requires a balance of allowing for circulation to a greater

38

“Kent State,” Philadelphia Museum of Art (Philadelphia Museum of Art), accessed February 11, 2022,
https://philamuseum.org/collection/object/267515.
39
Riva Castelamn, Printed Art: A View of Two Decades (New York, NY: Museum of Modern Art, 1980), 24.
40
Prints & Photographs Published,” (The Print Collector’s Newsletter 1, no. 4, 1970), 86.
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number of collectors but must continue to keep an exclusive air to the artist’s market. The artist,
printer, publisher must collaborate to keep the print market accomplishing its intended function.
Deciding the price was an incredibly challenging task, as there has not, nor will there be,
a strict formula. Producing the print itself sometimes went over its estimated cost, resulting in a
loss of money for the publisher as well as the printing house. Some artists left everything to their
dealer to organize with the printer and publisher, relinquishing their control of the process,
simply hoping that the dealer was working in their best interest. Meanwhile the publisher had no
say in what happened in the aftermarket once some of the editions were in the hands of a dealer.
The artist’s aftermarket was potentially unpredictable as demand for the artist’s work fluctuated.
This sometimes resulted in issues for the publisher’s business if they sold the editions for a
considerably different price. For example, in 1973, Gemini G.E.L. sold David Hockney’s
lithograph, Cecilia Smoking, for 275 USD; however, within in weeks it sold for 3,000 USD at the
gallery, M. Knoedler & Co.42 It is difficult enough to price a complicated artistic process like
printmaking, but even more difficult to price is against the rest of the works in the artist’s oeuvre,
while maintaining stable yet, but hopefully rising overall prices.
As printmaking became a prominent process of creation within the art industry, carrying
with it a complicated business model, its subjects remained the same, primarily reflecting the
social and political issues of the time. Printmaking allowed for images from the media to be
reproduced granting artists the ability to express their discontent or approval of the happenings of
the time. Pop artists like Andy Warhol and James Rosenquist produced screenprints and
lithographs of Marilyn Monroe, commenting on the fascination with consumption of the media
of the time and its ability to elevate famous people so broadly. Andy Warhol also became
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fascinated with commenting on the way in which the news portrayed serious issues. His 1964
screenprint, Electric Chair, reproduced a media image of the execution of Americans, Julius and
Ethel Rosenberg, at Sing Sing Prison in New York in 1953 for giving the Russians information
about the atomic bomb during World War II.43 Warhol wanted to comment on the amount of
death that was portrayed in the news and the way it can then become numb to viewers. The
1960s and 1970s were the first time that violent protests and war were on a constant stream in
one’s home. Warhol thought that “when [one] see[s] a gruesome picture over and over again, it
doesn’t really have an effect” anymore.44 The innate ability of printmaking to capture what was
happening within the media, coupled with its reproductive quality allowed for artists to explore
new expressions with these techniques. Concurrently, the art market structure that grew as
printmaking gained accreditation allowed for editions to successfully reach the public eye.
After printmaking had established itself as a prominent process for artists working in the
1960s, during the next decade, many artists began to continue to evolve the practice, utilzing new
technology while also returning to other more historically established methods. Some artists
returned to etching, a precious technique that has been used since Rembrandt and Goya. In
particular, Crown Point Press had always worked with intaglio etching since the early 1960s, yet
it was said that they returned intaglio to “a standard of precision that had not characterized the
medium for decades.”45 As artists like Richard Diebenkorn began experimenting with etching, by
the late 1960s and early 1970s, printing studios like Universal Limited Art Editions saw it
necessary to add etching and even woodcut workshops to their properties. Many of these projects
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came to fruition with the help of government funding as well through grants from foundations
and the National College of the Arts. At the same time, new technology was also incorporated to
printing studios to expand the ability of their favored techniques. ULAE added the Malinder
offset lithograph while other printing houses incorporated more screen-printing methods. While
themes including the rise of main-stream media, consumerism, and social upheaval remained the
same, artists were looking to push their technique further.
As the 1970s concluded, issues with the distribution of editions and multiples began to
arise and artists, who saw printmaking as a pathway to a more populist art world, were looking to
step back from the institutional accreditation. Artist books that had originally been meant as an
initial way to distribute editions widely had dissipated as galleries and publishers began to share
works with the wider market. However, by the 1970s, artists rediscovered that the cheap
presentation of artist books would allow them to “divorce themselves from the market” rather
than falling into the mold demanded by institutions.46 Looking to populate the world with their
art cheaply and widely, rejecting elitist ways of collecting art, these artists returned to this form.
Similarly, editions began to lose the efficient distribution, quality control and financial returns
that they had held during the past two decades of this resurgence of prints, finding a home in
cheap giftshops. The departure from the previous standard that had been maintained, caused
artists to begin to abandon the process as the 20th century drew to a close.
The decades of the 1960s and the 1970s set the foundation for the market for prints and
multiples for the next century as artists, collectors, publishers, printers, and institutions
collaborated to give printmaking accreditation as an art form, raising its reputation from that of a
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craft. The originality of printed works became less of a question for the art world. Artists found
their ability to experiment and push themselves with new mediums, allowing printers reveal to
them that focusing on one medium can hinder their artistic communication. During these
decades, artists found their ability to increase awareness of world issues while also promoting
contemporary art, verifying the artistic process of printmaking for the future.
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CHAPTER 2: The Integration of Printmaking into the Market for Contemporary Art
2.1 Artistic Changes in the 1980s and 1990s
By the 1980s, as people began to increasingly direct their attention to social issues, with
crises like the AIDS epidemic highlighting inequality that had seldom been discussed, many
artists directed their subject matter towards activism. This group had moved away from the
abstract movement of the 1960s and 1970s in favor of centering their art around more radical
messaging and purposely deviating from the traditional market structure. When digesting works
of art, the question “‘what does it look like?’” was replaced with ‘what does it mean?’”.47 With
new technological capabilities in printmaking, artists were more easily able to utilize the artistic
process to spread their message to the public, democratizing their practice. Despite a large
thematic focus on social issues, artists continued to experiment with the same techniques and
abstract compositions, even reviving more traditional skills like woodcutting. However, many of
the emerging Neo-Expressionist artists did not experiment with printmaking in their oeuvre.
Nevertheless, the printer, artist, publisher relationship remained at the heart of the printmaking,
yet the production and disbursement of editions evolved.
By the 1980s, most of the global financial sectors had fully recovered from the aftermath
of World War II, and the United States was no longer the only leading economic power. The
overall global increase in wealth created a more consumer-oriented economy but also allowed
for a society that could “afford cultural curiosity.”48 Women were increasingly represented
amongst the young urban professionals, which is visible in the percent of women artists working.
Although artistic movements were no longer strictly delineated, many artists of the period were
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influenced by mass communication and advertising, frequently experimenting with language in
their works to express their opinions.
Living artists began to use printmaking to “break down art and life,” capitalizing on its
low barriers to entry to produce thought-provoking work.49 Broadly and easily distributing livre
d’artistes or artists books had proven difficult, so artists found different ways for printed works
to find their way into the public eye. Unlike printmakers of the previous decades, these artists
worked with essentially unlimited editions, creating a highly democratized practice. Female
artists like Jenny Holzer and Barbara Kruger focused on printmaking as a core part of their
practice, working frequently with commercial printers to generate posters and billboards instead
of artist books. Utilizing the offset lithograph, Jenny Holzer plastered posters throughout New
York City beginning in 1978 through 1987, as part of her series of work, Truisms.50 These
posters featured thought provoking phrases like “abuse of power comes at no surprise” and
“children are the hope for the future.”51 Holzer herself described that her “work [had] been
designed to be stumbled across in the course of a person’s daily life.”52 Barbara Kruger used
printed art similarly, creating posters and billboards in which she cropped black and white
photographs from advertisements and added abstruse captions that related to feminism and
counter-consumer culture.53 Subtlety yet powerfully, these artists emulated the advertisements
that people had become accustomed to seeing daily.
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During this period, it was common for artists to work in art collectives, working
collaboratively to generate ideas and opinions about complex issues outside of a traditional
gallery space. Jenny Holzer and Barbara Kruger were part of the art collective, Group Material,
which advocated for a multitude of different causes. Where Jenny Holzer and Barbara Kruger
focused primarily on the commodification of society as well as gender-related issues, Felix
Gonzalez-Torres explored his concerns surrounding sexuality as an openly gay man. Breaking
down the traditional presentation of artwork, Gonzalez-Torres’ project, Untitled (1991), featured
161 silkscreen works that displayed different dates important to the gay rights movement.54 In
attempting to spread information about ongoing activism, viewers were encouraged to take a
sheet home with them, informally spreading information much as people found out about events
or job opportunities. While members of the Group Material were more institutionally accepted,
antoher collective, Guerilla Girls, a group of all-female artists whose identities remained
anonymous, worked radically outside of the museum and gallery world. Their work primarily
protested for women’s rights, creating prints in unlimited editions. Their 1989 screenprint, Do
Woman Have to Be Naked to Get Into the Met. Museum?, commented on the lack of female
artists represented in the Metropolitan Museum of Art, yet had a surplus of female nude
paintings and sculptures on display.55 Editions of this print were plastered across New York City
including on city busses. Historically, groups have always formed in order to achieve a common
goal; it is no different in the art world, and printmaking provided the right artistic process to
more easily reach a broader audience.
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The AIDS epidemic took the lives of millions globally as it rapidly spread in the early
1980s, highlighting discrimination against homosexuals as it terrorized that community in
particular. The art world, disproportionally feeling the impact of the epidemic and
discrimination, responded through their work, once again using prints to circulate awareness.
The collective, General Idea, produced a variation of Robert Indiana’s 1966 work, Love,
switching out the word for AIDS and producing multiples and posters to alter the negative
messaging surrounding the disease.56 Felix Gonzalez-Torres also produced a more personal work
to raise awareness about not only the illness itself, but also its impact on the gay community. His
1991 work, Untitled (billboard of an empty bed,) featured a large-scale print of a photograph of
an empty bed with two indentations of where a couple had laid. Editions of this piece were
placed on 24 billboards throughout New York City’s five boroughs.57 Gonzalez-Torres produced
the intimate work in response to losing his partner to AIDS that year, exposing the personal
impact that the illness had on people.58 Though many other problems plagued the 1980s and
1990s, AIDS notably erupted a response from the art community with which unconventional
printmaking became the artistic outlet.
While some artists manipulated mass media and advertising to create prints that hopefully
elicited a new conversation, other artists continued to work with traditional methods as well as
revive old ones. Unlike the Neo-Expressionists of the time, who worked with rough and raw
painterly techniques, these artists worked within the artistic movements of artists like Jasper
Johns. Terry Winters began working at Universal Limited Art Editions in 1982 working in
lithography much as artists of the print boom had originally done. Winters returned to abstract
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art, “motivated to describe how abstract processes can be used to build real-world images.59
Susan Rothenberg, on the other hand, reintroduced figuration with a repetitive motif of a horse;
however, she created editioned woodcuts rather than working with lithography or
screenprinting.60 Though not always choosing not to center their practice around public
messaging, artists continued to experiment with traditional printmaking to complement their
oeuvre throughout the 1980s and 1990s.
2.2 The Print Market in the Late 20th Century
October 18th, 1973 represents a significant shift in the market for Contemporary art in all
mediums, including prints, as the date of the live auction, A Selection of Fifty Works from the
Collection of Robert C Scull, at Sotheby Parke Bernet. Doug Woodham, a fiduciary advisor to art
collectors, wrote that the Scull auction “heralded the beginning of the new art market and paved
the way for the hyper-commercialized art market focused on promoting and selling
Contemporary art.”61 Ushering in unprecedented prices for paintings for living artists, the Scull
auction branded Contemporary art as an investment, expanding the pool of collectors for the
future. After the Scull Sale, even Contemporary prints became so popular as to have their first
sale, Important Contemporary Prints, on February 7th, 1975 at Sotheby Parke Bernet. The Scull
Sale set the precedent for the growth that the Contemporary market saw through the end of the
century.
The Scull sale was the first auction that was extensively marketed and the first
Contemporary auction to receive a guarantee from Sotheby’s, altering future auctions. Robert
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Scull, and his wife, Ethel, had purchased an extensive amount of Contemporary art from artists
including Jasper Johns and Robert Rauschenberg with profits from their successful taxi
company, Scull’s Angels. The Sculls had bought these works in the 1960s and 1970s for around
1,000 to 2,000 USD, while the total sale brought in 2.2 million USD.62 Specifically, the Sculls
had originally bought the Robert Rauschenberg painting, Thaw, for 900 USD and it sold for
85,000 USD.63 The success of this sale elevated the value of works by living artists, but also
revealed the discrepancy between the profits that an artist can make versus a collector. By
reaping such large returns, the Sculls founded a profit-oriented Contemporary art market.
As the Contemporary market continued to take shape throughout the 1970s, with demand
for works by living artists increasing rapidly, auction houses responded by developing new sales,
including an inaugural Contemporary prints sale. With 131 lots, this sale at Sotheby’s presented
works by some of the most popular living artists of the time.64 Yet the auction houses did
publishers and dealers a disservice and undervalued the works, making the primary market look
unreasonable. For instance, a Frank Stella silkscreen, Pastel Stack, from an edition of 100, sold
for 600 USD at the initial sale in February of 1975.65 In that same month, The Print Collector’s
Newsletter, reported that a Stella silkscreen, York Factory II, also offered in an edition of 100,
was being sold by Gemini G.E.L. for 1,000 USD.66 Both works are similar in composition and
size, yet the perceived value at auction did not match that of the primary market. Although
publishers and dealers struggled with the perception that they were misleading clients,
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eventually, the market for prints and multiples was affected by the economic boom of the 1980s
that produced a speculative art market.
Though many circumstances contributed to the economic boom of the 1980s, including
disappearance of nuclear threat from the Cold War and the rise of capitalism globally, the growth
experienced during the decade allowed for a wider range of people to participate in the art
market. More affluent, educated, and younger clients began to take an interest in the arts, yet not
exclusively for its cultural value. These young urban professionals saw purchasing material
goods as an opportunity to bolster their social reputation. Purchasing artwork became seen as a
“living sign of wealth,” leading to an extensive art market expansion.67 In response to the
increase in demand, more galleries opened globally, and public auctions became a gateway for
collectors with hardly any buying experience to purchase sought-after names. Auction houses
became more focused on generating revenue, with Sotheby’s notably going public in 1988. Art
became less about its aesthetic value but rather its commercial value.68 With everyone,
particularly the new Japanese collector base, looking exploit the status and financial benefits of
collecting art, a speculative bubble grew that was destined to eventually collapse.
Eventually, much of the art market was affected by overvaluation, as collectors bid on
large inventories of Post-War, Modern, and Impressionist art. A newly robust Japanese economy,
driven by a domestic property market bubble and steeply rising stock prices, created the
opportunity for wealthy Japanese individuals to participate in all sectors of the global market.69
Auction houses chiefly drove the price increases, cultivating the idea that dealers were not to be
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trusted and auction prices were the fair market values.70 Professional dealers, particularly those
from Japan, speculated investments, bidding on works for their clients. Despite the economic
impact of the October 1987 stock market crash, prices remained stable, and after the economy
recovered, they continued to rise.71 By 1990, the three highest realized prices for paintings were
bought by Japanese investors. The value of importations of art to Japan had increased from 310
million USD in 1986 to 3.4 billion USD in 1991.72 As clients treated paintings like a high-risk,
yet high-yield investment, prices reached unattainable amounts.
The speculative bubble pioneered by Japanese clients for Modern and Impressionist
paintings trickled into all auction categories, including prints. Before the first Contemporary
prints sale occurred in 1975 at Sotheby’s Parke Benet, print collectors relied primarily on dealers
and publishers to purchase editions. By the 1980s, the print dealers of the 1960s and 1970s had
evolved to other mediums or retired from their practice, prints had become difficult to sell on the
primary market.73 Collectors were able to purchase paintings by new Neo-Expressionist artists,
like Julian Schnabel, for the same prices as prints by Jasper Johns or Frank Stella, for example.
Furthermore, many artists of the 1980s were working with prints outside of the gallery structure,
leaving few active artists working within traditional printmaking to make dealing exclusively
fine prints justifiable. As the demand for blue-chip paintings exploded however, prints by
sought-after artists, purchased in the previous decades, arrived on the secondary market. After
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previously undervaluing estimates for prints at auction, leaving dealers with prices that seemed
relatively exorbitant, auction houses began to allow speculation to penetrate the print market.
The auction houses, focusing on volume of sales, particularly for Sotheby’s as a public
company, flooded the market with prints, producing an unsophisticated clientele that simply
looked to acquire sought-after names. By the late 1980s, the number of print-exclusive auctions
had grown exponentially, as can be seen surveying the increasing quantity of auctions reported in
the international auction review sections of the Print Collectors Journal. Auction houses
marketed lots with descriptive words like “limited edition” and “signed by the artist” to draw
additional attention from these status-seeking clients.74 Live print auctions became “standingroom-only events” with “catalogues that were almost too heavy to carry comfortably.”75
Japanese bidders, specifically, often speculated the relationship between paintings and prints,
eventually dominating the clientele of print sales.76 Attempting to meet the market’s high
demand, publishers pushed their artists to continue to create prints. As clients speculated
significant returns on their purchases, prints were introduced to the saleroom quickly. Richard
Diebenkorn, for example, had had his etching, Green, published in 1986 in an edition of 60 for
15,000 USD each.77 Edition 6/60 realized 49,500 USD at Christie’s New York on May 11, 1988
at their American, Modern & Contemporary Prints and Illustrated Books sale, more than
doubling its primary market price.78 Prints became susceptible to the same speculation as other
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more sought-after mediums, like paintings; however, it was the auction houses that allowed for
the speculative bubble to grow, and in response, inundate their prints sales with supply.
Auction houses did not thoughtfully edit the editions offered for sale, frequently allowing
the same prints to have multiple editions up for auction at different houses, saturating the market
and sacrificing quality control.79 Prints publisher and dealer, Brooke Alexander, even said that
“everything [anyone] could ever want in the past few years has come up at auction at one price
or another.”80 For instance, editions from Jasper Johns’ 1962 False Start portfolio frequently
appeared at multiple auction houses at overestimated amounts.81 One edition of False Start I sold
the same week, in 1989, at Sotheby’s New York as another edition of False Start I at Christie’s
New York realizing 82,500 USD and 88,000 USD respectively, well above each of their high
estimates.82 Johns’ oil, False Start, sold infinitely above its estimate of 4,000,000 to 5,000,000
USD, also in 1989 at Sotheby’s New York, realizing 17,050,000 USD.83 These realized prices
depict the price bubble that had evolved not only for paintings, but also in parallel for prints. As
market players sought to reap the benefits of the success of the market, supply continued to
grow, and prices increase, even despite the impact of the 1987 stock market crash.
While many dealers still felt passionately about cultivating a renewed passion for prints,
some saw the opportunity to exploit the market for editions and multiples and create tax shelters.
With the tax reform act of 1976, the U.S. government imposed new laws on tax shelters that had
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been created in industries including oil, gas and motion pictures.84 The art industry is
complicated with little government regulation so not to appear as though the government is
censoring artistic endeavors. With the help of art accountants, like the well-known New Yorkbased accountant Rubin Gorewitz, high tax-bracket investors were able to capitalize on the lack
of regulation and find a new haven for tax avoidance.85 In practice, these investors financed the
printing plates used to create the artist’s editions, but usually encouraged “inexpensive
photomechanical techniques” to transfer their desired image to the plate.86 The printing plate or
plates were then appraised at a significantly higher value than that of the editions printed so that
investors were able to get a higher tax deduction from their initial outlay than they were taxed on
the revenue from the sale of the editions. The artists received money from the sales revenue as
well as an initial deposit for the printing plates to create their portfolio.87 These actions ended up
attracting interest the interest of the Internal Revenue Service; however, in the meantime, the
market was inundated with these tax-shelter prints leaving some dealers in a difficult position if
they were going to participate in the scheme or even remain complacent.
In a contrast to the speculative markets of the 1980s, the beginning of the 1990s heralded
slow economic growth, with the stock market crash of 1990 as well as the collapse of several
Asian markets. Despite slow recovery from the initial recession, the world became more
globalized, instigating more market opening agreements. The print market, as one of the least
expensive ends of the market, was particularly hurt by the recession as collectors made more
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conservative purchasing and selling decisions. When prints increased in popularity due to the
general speculative economy, they became a pillar of Art Basel, the most prestigious and largest
Contemporary art fair in Basel, Switzerland. By 1990, the fair had its own floor dedicated
exclusively to prints called “Art Edition,” featuring 114 prints dealers. By 1993, as the economic
malaise continued, prints no longer had their own floor and by 1995 only 15 print dealers were
represented.88 The need for institutional support in the 1990s for the print market became ever
increasingly important as seen through the issues experienced at Art Basel. In 2005, print dealers
began backing out of the Chicago Art Fair as it did not seem like a lucrative choice to attend as
they fared badly amongst a larger collection of dealers. The International Fine Print Dealers
Association encouraged its members to attend the fair as a unit in order to compete effectively
against the other dealers, proving a successful tactic to draw attention to the medium.89 Despite
seeing rapid growth again at the turn of the century the extreme economic changes of the 1980s
and 1990s challenged the print market in particular after its recent rebirth, only to be maintained
by institutional support.
2.3 Institutional Support for the Market in the 1980s and 1990s
While printmaking evolved and subsequently had fewer barriers to entry due to greater
automation from technological advancements, institutional support was still necessary to fund
artist’s endeavors and stage the large-scale displays that became more popular in the 1980s.
Museums continued to reaffirm the artistic process, with the Museum of Modern Art in New
York City even exhibiting a retrospective of printed works from the print boom of the 1960s and
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1970s titled, Printed Art: A View of Two Decades. During the next decade, museums began to
procure the archives of printmaking workshops, validating their accomplishments in reviving the
medium. The Museum of Modern Art in New York acquired the archives of Universal Limited
Art Editions for example, while the National Gallery in Washington, D.C. acquired those of
Gemini G.E.L..90 Furthermore, some museum programs funded artists so that they would
produce illustrated printed books, which promoted the medium while also creating a fundraising
vehicle for the museum. The Library Fellows of the Whitney Museum of Art in New York
funded several Contemporary artist’s books including Barbara Kruger’s My Pretty Pony, a
collaboration with the author Stephen King in 1988.91 Printed in an edition of 250 featuring both
lithographs and screenprints, My Pretty Pony discussed the fleeting nature of time while also
generating extra income for the Whitney.92 While accreditation from museums remained
important in affirming the artistic process, non-for-profits became interictal in funding many
artists’ public projects of the 1980s that were out of the control of galleries.
Several non-for-profits were established by the end of the 1970s and throughout the
1980s that worked to bring artwork into the public domain. Doris C. Freedman, having worked
in cultural affairs for the city of New York, founded the Public Art Fund in 1977 which
sponsored art installations in urban public places.93 In 1990, they funded a citywide series of
exhibitions, titled, PSA: PUBLIC SERVICE ART, which featured posters on bus stops by artists
like Barbara Kruger and billboards by Guerilla Girls.94 These printed works touched on social
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issues including the implication of the AIDS epidemic as well as “reproductive rights and art
censorship.”95 Creative Time, another non-for-profit, founded in 1974 worked similarly to the
Public Art Fund, touching on a wide range of social and political issues in their sponsorships. In
1990, they funded Hilja Keading’s billboard, Carbon Monoxide is a Lethal Gas, which
highlighted the impact of climate change and promoted greater use of public transportation.
Though printmaking was validated and elevated to a fine art form during the print boom,
institutions, like non-for-profits, allowed for it to become more democratic in the 1980s.
By the early 1990s, the United States had entered a recession and the markets were slow
to recover throughout the decade. As the economic boom of the 1980s letup, it became the job of
institutions and educators to preserve the market while sales remained sluggish. For the fine arts
market, “it took about 15 years for the market to get back to its late 1980s, pre-recession levels as
it was just dependent on demand from the US and Europe.”96 Establishing exclusively printfocused institutions, that could reaffirm the medium’s value, became increasingly important in an
overall struggling art market. These institutions were vital in supporting the medium during this
time, teaching new print collectors the nuances of printmaking as well as increasing general
awareness.
Sylvan Cole and Mary Ryan, two fine print dealers, identified the need to create an
international organization that monitored the quality of prints as well as promoted their
distribution. They founded the International Fine Print Dealers Association in 1987, modeled
after the Art Dealers Association of America. The association was able to enlist 99.5% of global
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print dealers to join, successfully gaining international participation with a request from an
international dealer to join for every United States based request.97 Membership fees collected
granted the organization the ability to support its goals. For instance, these fees allowed the
IFPDA to provide a grant to the British Museum to start a newsletter about prints, as well as
another to the Museum of Modern Art in New York to produce the brochure for one of its print
exhibitions.98 By 1991, the IFPDA began hosting an IPDA Print Fair in New York City,
providing a physical opportunity for people to immerse themselves in the market for prints
exclusive of other mediums.99 Overall, the IFPDA worked to explain the value in participating in
the market for prints from all perspectives, incorporating that of the dealer, the collector as well
as the supporting institutions.
The IFPDA remained the chief institution supporting the market, while other
establishments developed alongside. The London Original Print Fair, London’s longest running
art fair, was started in 1985 by 8 dealers with only 15 booths. In the 1990s they continued to
expand rapidly, promoting the artistic process by “setting contemporary prints in their historical
context.”100 The London Original Print Fair wanted to give collectors a survey and greater
understanding of the significance of the history of the medium. Simultaneously, in New York
City, smaller splinter fairs emerged during the IFPDA fair, exemplifying the IFPDA’s success in
creating a destination for the printmaking community. Newsletters, including the Print Quarterly
and Print Collector’s Journal alerted the public to current print exhibitions and news along with
general informative editorials. These establishments worked in parallel to promote the value in
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printmaking and the place that editions could fill in one’s collection as the supply for
masterworks became increasingly sparse. The institutional support for the market carried
businesses through the recession and uncertainty of the 1990s as the Contemporary art market
again saw rapid growth at the turn of the century.
2.4 The Print Market of the 21st Century
The first decade of the 21st Century saw a perilous rise of a speculative bubble in the
market for Contemporary art similar to that of the unsubstantiated investments in Post-War and
Impressionist art of the late 1980s. Rapidly developing technology, coupled with the increasing
presence of the internet, drove further globalization of the market. China, especially, began to
experience phenomenal economic growth, becoming the second largest art market in the world
by 2010, changing the landscape of the whole industry.101 Although the 21st Century saw a major
global recession, the art market proved itself to be as responsive and mature as that of other
securities markets, with a recession no longer warranting a 15-year recovery period for the
industry. Throughout the start of the 21st century, a seemingly limitless inventory coupled with
an insatiable demand produced a monumental and intimidating market.
The recession of the 1990s, coupled with the uncertainty of the tragic events of
September 11th, made collectors more conscientious of their purchases and sales, despite
attempting to purge works acquired during the last speculative bubble. From 2000 to 2003, lots
at auction that were bought in increased by 9%, with 37.4% of lots bought in in 2002.102 Despite
making some more conservative choices, market players began to fervently desire Contemporary
art elevating it to levels of demand seen in Modern and Impressionist art in the late 1980s. By

101

Clare McAndrew, The Global Art Market in 2010: Crisis and Recovery, (Helvoirt: TEFAF, 2011).
“Art Market Trends 2004,” Artprice.com (Artmarket.com, 2004),
https://imgpublic.artprice.com/pdf/trends2004.pdf.
102

35

2007, the market had registered its 7th consecutive year of growth, with an increase of 43.8% in
just that year, aggregating to proceeds of 9.2 billion USD.103 More than ever, collectors treated
purchases like investments, turning over works quickly, with over 200 works selling twice at
auction in 2007.104 Prices peaked at new levels, not even seen in 1990, with four Contemporary
works selling for over one million USD in 2003 and 190 Contemporary works selling for over
one million by 2008.105 Only the impeding global economic crash slowed the growth of the
Contemporary market.
The Great Recession demonstrated the resilience of the art market and its ability to
rebound alongside the financial markets, unlike previous economic crises. In the fall of 2008,
Damien Hirst sold 111.4 million GBP of his own art, titled, Beautiful Inside My Head Forever, at
Sotheby’s London, which became one of the last examples of the effects of price speculation in
the Contemporary market before the crash.106 By 2009, more than 80 national economies were in
recession, and Contemporary artwork had lost 34.4% of its value.107 However, as Asia,
particularly China became a powerful player, the art industry rebounded almost seamlessly.
Global auction revenue almost doubled from its low in 2009 to 2010 to 9.36 billion USD,
nearing its peak in 2007 of 9.39 billion USD.108 Over the next decade, global investors viewed
the art market even more as a place for capital investment, especially as China’s economy grew
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at staggering rates. The founder of ArtTactic, Anders Petterson, saw the Great Recession as a
turning point for collectors to look at art as a safe investment, as an “alternative asset class for
wealthy individuals who were looking for asset protection and diversification, as well as
emotional and social returns.”109 Despite the recession, the art market, particularly that of
Contemporary art continued to blossom, as art repositioned its potential as a financial product.
As the art industry continued to grow and evolve during the proceeding decade of the 21st
century, with prices for Post-War and Contemporary art nearly doubling from 2009 to 2010, the
market for prints managed to maintain its foothold while shifting to changing tastes.110 Since
2000, auction houses have continued to add many more sales in all departments, including prints
and multiples sales, attempting to meet the overall increasing demand for fine arts. Prints
continued to fill the void for the average collector unable to acquire original works by in-demand
artists, exemplifying a general demand for more affordable works. Before the Great Recession,
investor speculation benefited sales of Contemporary prints in conjunction with the general
market for Contemporary art. From 2000 to 2010, prices for Contemporary art increased 80%
while Contemporary prints gained an 18% increase.111 In demand artists, like Damien Hirst, took
an interest in printmaking, not seen since that of the Pop artists, due to the medium’s ability to
generate quick and easy revenue.112 In this time, purchasing editions remained a conservative
investment in a highly volatile market.
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At the outset of the century, Modern and Post-War artist’s prints were highest in demand,
despite Contemporary artists taking interest in the artistic medium. Although prints were not a
significant and risky enough investment to yield high returns, they maintained consistent and
conservative returns. For example, in 2002, works over 100,000 EUR were the only ones proven
to benefit from investor speculation, where works less than 1,000 EUR, like prints and multiples,
had “accumulated average annual gains of 16.5% since 1996.”113 The market for editions
continued to retain its strength as prices continued to rise universally. However, after the
market’s peak in 2008, when the crisis triggered clients to be more selective in their purchases,
prices for prints decreased 33% in a year, whereas the other areas, such as painting and
photography, only decreased from a range of 19% to 22%.114 Once the overall market recovered,
the demand for prints once again increased as they became a way for non-ultra-high net worth
collectors to purchase works by well-known artists.
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CHAPTER 3: The Effect of the COVID-19 Pandemic on the Print Market and Predictions
for the Future
The modern era has been tormented by war, recession, terrorism, and social upheaval,
while maintaining a relatively healthy art market, yet it was unprepared to experience a global
pandemic. As people and the economy have since regained a sense of normalcy, after the trauma
COVID-19 created, the art market has unexpectedly adapted to new technologies that were able
to solve the forced separation of a globalized economy. Finally, the art world had caught up to
other retailers in embracing e-commerce. At the same time, a new group of younger collectors
and entrepreneurs who had already embraced the digital world, now find themselves attracted to
an online art market that leans particularly well to the sale of prints.
When the COVID-19 pandemic forced everything to close, market players were obliged
to work virtually in order to continue to keep the market running. Even though everyone was
required to work virtually in 2020, the online art market continued to expand in 2021, growing
7% to 13.3 billion USD, demonstrating a permanent adoption of an online market.115 Purchasing
work through a dealer’s website or utilizing an online viewing room was more popular amongst
collectors, with 44% of clients preferring digital sales over the 42% who prefer in-person gallery
sales.116 Clare McAndrews believes that the online market will continue to grow but slow as the
world continues to return to normalcy, yet it could reach 7.4 trillion USD in the next three
years.117 As a new group of collectors dominate the market, particularly millennials and those of
generation Z, the market is poised to further accept its position in the digital era.
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An online art market has allowed both dealers and auction houses to attract new clients,
eliminating some of the exclusivity that kept new collectors from feeling comfortable
participating in the market. Some younger collectors identify as self-reliant entrepreneurs, while
a new group of millennials and high-net-worth-individuals “are inheriting significant wealth
from an affluent generation of Boomers and older parents.”118 When surveyed, generation Z
collectors allocated the most of any generation to art purchases, with more than one third of
collectors allocating more than 30% of their wealth.119 These collectors see art as an investment
but also as a symbol of social status. When purchasing art, they look for a platform with “easeof-use, low transaction costs, and instant gratification;” therefore, an online market is an ideal
solution and prints are a fitting product.120
Prints are nearly tailor made for the online market, translating well in photos while also
backed by extensive available market research, important to collectors hesitant to make a
purchase virtually. With a group of clients prioritizing a return on investment, research is
important. A sample of collectors from the new generation of high-net-worth individuals was
asked about their motivations when purchasing a piece; 37% of this sample considered
themselves as researchers before making a decision.121 Research platforms like artnet’s price
database and Artprice have provided greater transparency to the market and allowed collectors to
research their own auction records. Print-specific catalogue raisonné’s have now been published
online, allowing for collectors to have an additional reference point of the work’s position within

118

“Art Market Report: Fall 2021,” Bank of America Private Bank (Bank of America Corporation, September 15,
2021), https://www.privatebank.bankofamerica.com/articles/art-market-update-fall-2021.html.
119
Clare McAndrew, “The Art Market Report 2021” (UBS, March 16, 2021), 210,
https://d2u3kfwd92fzu7.cloudfront.net/The-Art-Market_2021.pdf
120
“Art Market Report: Fall 2021,” Bank of America Private Bank (Bank of America Corporation, September 15,
2021), https://www.privatebank.bankofamerica.com/articles/art-market-update-fall-2021.html.
121
Ibid., 246.

40

the artist’s oeuvre.122 With multiple editions as a point of comparison, one can generally
understand the direction a specific edition’s price is going. Seeing multiple examples of editions
can also give someone “a sense of connoisseurship” and confidence in his or her decision.123
Moreover, when first collecting, collectors might prefer to make a more conservative investment,
prints allow them to find a work with a lower price-point while still acquiring a sought-after
name.
Online auctions create a greater global reach and allow more collectors to be able to bid
when it is convenient for them. Recent auction results have proven that auctions can be
successful online especially within their prints and multiples departments. Christie’s prints and
multiples department brought in 44 million USD in revenue in 2020, a dramatic increase from
the 26.4 million USD it realized in 2019.124 The head of Christie’s prints and multiples team,
Lindsay Griffith, noted that, “[their] department…brings the largest number of new clients into
the firm, and a huge way that [they] bring in new clients is via [their] e-commerce sales.”125
Phillips had seen success within their editions and works on paper department before the
pandemic even began, further corroborating the potential of the online market for prints. In 2019,
their editions sales achieved 10.5 million USD from just online sales which was 55% more than
that of 2018, with more than half of those lots sold to clients participating virtually.126
Comparatively, results from an online-only auction house, artnet, further shows editions ability
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to fit well with in e-commerce. In 2020, their team was able to sell Andy Warhol’s 1984 original
screenprint, The Scream (After Munch) for 336,000 USD.127 However, two years before, an
artnet specialist reported that one of the major brick-and-mortar auction houses, had not been
able to sell it.128 Auction houses have seen their online capabilities, particularly for prints and
multiples auctions, expand their client base and help them succeed in a particularly vulnerable
economic period.
Fine print galleries have also had to adopt more digital and transparent practices,
improving their marketability, while a multitude of new innovative print publishers and dealers
have been established. Like every in-person event, all art fairs became virtual in 2020, including
the International Fine Print Dealers Association’s Print Fair as well as the London Original Print
Fair. Where other fairs, like Art Basel, had applied some online tools before the pandemic, print
fairs had not been as progressive. Yet, having been forced to be virtual in 2020, the virtual IPDA
fair proved a huge success. The fair pushed more traditional print dealers, even those selling Old
Master prints, to adapt to greater price transparency when working in an online market.129
Younger generations had become accustomed to a more transparent market even before the
pandemic began. While older market players were able to adapt newer technology to their
benefit, new entrepreneurs began to push the market for the artistic process further.
With Contemporary art more recently visible outside the scope of an exhibition, shown
through social media or even on consumer goods, a younger generation has taken a greater in
visual art. Printmaking, as a more traditional artistic process, has not been excused from further
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evolution, as digital printers and publishing houses have emerged amongst the traditional
institutions. For example, two entrepreneurs in their early-20s, Christian Luiten and Curtis
Penning, had a desire to make Contemporary art “radically more accessible” after seeing
Contemporary art featured on Jay-Z’s album covers. 130 They developed an online market for
Contemporary art in 2015, Avant Arte, that mainly focuses on the sale of editions. Avant Arte
primarily collaborates with printers, as well as makers of multiples on behalf of their artists and
then sells their art through the website. They also have a large social media presence in order to
reach a younger audience and find emerging artists. The pandemic has helped their growth, with
90% of their clients and social media followers under 35-years-old.131 They have collaborated
with well-known artists like Jenny Holzer and blue-chip galleries like Perrotin to produce their
work, releasing “more than three times as many editions [in 2021] as in 2020.”132 Though not
part of the IFPDA, many of these digital platforms, similar to Avant Arte, have developed for
prints and multiples, bringing the artistic process to the attention of a younger generation.
The art world has previously been hesitant to adopting online technology, yet the
COVID-19 pandemic forced market players to adapt their viewpoint, and consequently attract a
younger generation of collectors. The market for editions is in a strong position for the future as
a younger generation looks to collect art, desiring works that will make a profitable investment
but also sometimes at a more conservative price point as an initial purchase. Comfortable in the
virtual sphere, these collectors can do their own research and make purchasing decisions from
anywhere in the world, no longer restricted by locational challenges. While auction houses and
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galleries have seen success from adapting a digital format, particularly for the sale of prints and
multiples, entrepreneurs have also brought the print market up to date. The market for prints no
longer lags behind the market, but fills the void left by the inaccessibility of masterworks for the
general public, and succeeds in the online sphere.
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CONCLUSION
Ever since printmaking was elevated to that of a celebrated artistic process from its
secondary status as a craft during the print boom of the 1960s, the market for editions has proven
to be one of the most complicated to assess with many different drivers shaping its trajectory.
The print industry is positioned to continue to have a strong performance in the coming years,
both for its primary and secondary market, due to its compatibility with the online market and
inclusion by today’s Contemporary artists. However, the last 60 years have shown that the
market for prints is extremely volatile, and the most sought-after names must incorporate the
artistic process to keep its market successful.
The print renaissance successfully reinvigorated printmaking and validated the artistic
process as an original form of art. The dedication of individuals like Tatyana Grossman and June
Wayne to introducing and promoting different printmaking mediums to United States is the
foundation on which the market today stands. Presenting printmaking as a tool that could
compliment an artist’s oeuvre, pushed the most sought-after artists of the Post-War era to
experiment with the artistic process. With institutional acceptance, artists, like Jasper Johns and
Robert Rauschenberg, successfully sold their prints on the primary market while their paintings
reached exorbitant prices. With the reintroduction of printmaking to the modern art world, this
was the first time the narrative suggests that the success of prints in the art market is congruent
with the most popular living artists making prints.
With the economic boom of the 1980s, the global population had more disposable income
and began to look at art as a financial investment, while at the same time affording the time to be
a more socially conscious society. While the secondary market for prints was affected by the
speculative bubble of the decade, collectors looked to purchase the big names of Pop Art and

45

Minimalist movements who propelled the printmaking boom. Many well-known artists, like
Andy Warhol, continued to publish prints in the 1980s while the secondary market was affected
by price speculation. However, as artists began to look at printmaking as an equalizing art form
that could generate social awareness outside of the scope of galleries and Neo-Expressionist
artists saw no interest in experimenting with prints, the primary market struggled. Prints
continued to sell on the secondary market; however, the last part of the 20th century further
proved that the print market was not strong enough to succeed if the artists in the public’s
attention did not produce prints.
With the formation of a commercialized Contemporary market in the 21st century, the
print market has been successful in creating a haven for collectors to purchase works by artists
who are generally out of their financial reach. Artists whose careers took off in the early 21st
century, that are now selling works in the multimillion-dollar range, such as Damien Hirst and
Jeff Koons, have produced editions primarily due to their ability to generate revenue quickly and
easily. Prints have continued to remain relevant provided that prominent artists continue to
experiment with the artistic process. Presently, as art has become more accessible through social
media as well as through an online market, introduced during the global pandemic, the collector
base has since grown and included a younger, affluent group. Prints have become an introductory
purchase, continuing to allow younger clients seeking social status to own works by well-known
artists without making a high-risk investment. Prints sell well online, as they look similar
digitally as in person, with plenty of market research readily available. Young entrepreneurs with
endless ideas of how to bring the Contemporary market further into the digital age have also
contributed to maintaining the strength of the market for editions. Much as was done in the
1960s, publishing houses have targeted young artists and collectors; however, now these
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publishers distribute work virtually, while also promoting artists on social media and searching
for new collectors and artists. While the market for prints and multiples appears to be in a strong
position for the future, particularly with the permanent integration of an online market, it will
only succeed if the most sought-after artists continue to incorporate editions into their oeuvre.
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Figure 1: Richard Hamilton (24.2.1922 - 13.9.2011), Stecher. Kent State. n.d. Images, Blattmaß
72,2 x 102,0 cm, Bildmaß 67 x 87 cm. Kupferstichkabinett, Staatliche Museen zu Berlin.
https://jstor.org/stable/community.15731287.
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